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on universal meanings, and seems rather like an X-iay of
the play, exposing its skeleton, that is because I have con-
centrated only on certain moments These should not ap-
pear obtrusive when embedded in the whole

I claim that some such production is called foi I have
not explained all the significances, but, if studied, these
arrangements will be found* to vitalize the play continually
The objects used are drawn from and react on the stoiy
itself and the poetry of its expression We mut>t aim to re-
veal the profound issues implicit in particular events, to
bring into prominence the things which make Macbeth great
dramatic literature rather than rhetorical melodiama The
average production rarely gets beyond good melodrama,
and sometimes fails to reach that Sometimes, of comse,
effects are imaginatively right and powerful by subconscious
understanding, but there is little conscious and systematic
exploitation of the author's pattern There is little beyond a
direct realistic abstraction irom the conciete significances
of Shakespeare's poetiy, or, if theie is anything * symbolic',
the symbols come, not from the play itself, but out of the
producei Js mind
AFTERTHOUGHT (1947)
I reprint this essay with certain reservations
(i) It should be read as an extreme and puiely suggestive
development of certain sound principles What is important
is, not the details but, the direction of my attempt No such
intellectual plan is likely to stand m practice without
modification My Stowe production (1942) was inevitably
done on very different lines (with young boys for Appan*
tions, head or naked bodies lit from darkness, green, *ed,
white) Possibly the solids suggested might be of more
use in rehearsal, to focalize action and grouping, than m
actual performance, or even held merely as images m the
producer's mind